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CULTURAL MEMORY AND THE HERITAGISATION OF A MUSIC CONSUMPTION 
COMMUNITY 
 
INTRODUCTION 
 
When one thinks of popular music heritage, one thinks, perhaps, of celebrities being inducted into 
the Rock & Roll Hall of Fame, of The Cavern in Liverpool, museum exhibitions about popular 
PXVLFLFRQVVXFKDV'DYLG%RZLHRU.\OLH0LQRJXHRUHYHQ-RH&RUHp¶VEXUQLQJRIPZRUWKRI
SXQNKHULWDJHRQWKHEDVLVWKDW³SXQNZDVQHYHUPHDQWWREHQRVWDOJLF´%%&6). Although 
there are many recent examples of this kind of music heritage, research into how and why music 
consumption communities remember their heritage is scarce. And yet it is important that scholars 
should focus attention on this. It has to do, after all, with the sustainability and continuity of a 
community over the passage of time. Whilst consumption communities of various forms have 
been of significant interest to consumer researchers and marketers (e.g. Cova and Cova 2002; 
Schouten and McAlexander 0XĖL]DQG2¶*XLQQPXFKRIWKHOLWHUDWXUHKDVIRFXVHG
on the defining the characteristics of the different types of communities and the dyadic relationship 
between the group and the product/brand (Thomas, Price and Schau 2012). There has been less 
research on specific issues such as how communities are sustained through the construction of 
their history and heritage. In this paper, we aim to contribute insights into consumption 
FRPPXQLWLHV¶SDVWby answering the research question: how do musical communities remember 
WKHLUSDVW"2XULQTXLU\VLWVZLWKLQDWUDGLWLRQRIUHVHDUFKWKDWVHHNVWRDQVZHUWKHTXHVWLRQ³KRZGR
VRFLHWLHVUHPHPEHU"´HJ&RQQHUWRQWe take a broadly social and cultural perspective to 
answering this question. Whereas previous work on cultural memory has tended to focus at the 
level of the state, the nation, or the large organisation, in this case, we focus on a smaller group 
with a specific, musical, offer. The heritage literature, to the extent that it has focused on music, 
has focused more on music celebrities and the mainstream, whereas this paper focuses on an 
independent band. Finally, the collective consumption literature has largely ignored social and 
cultural memory. This paper seeks to begin to close all of these gaps by designing an inquiry which 
generates empirical data to develop an understanding of this nexus of issues. We draw upon 
insights from theories of memory in culture, heritage and consumption communities to frame an 
exploration of the phenomenon. Our empirical inquiry focuses on how independent English rock 
EDQG1HZ0RGHO$UP\KHQFHIRUWK³10$´DQGLWVIDQVVHWXSDIUHH-of-charge exhibition of its 
art and artefacts in collaboration with the local museum service in the metropolitan county of West 
Yorkshire, England. The event was entitled One Family ± One Tribe: The Art & Artefacts of New 
Model Army. This was a collection of the band's art and artefacts that reflected 25 years of the 
band's visual culture, including original cover artwork, lyrics notebooks, stage clothes, 
instruments, merchandise, photographs, audience souvenirs and press-cuttings. We make use of 
data from interviews, photographs, video, documents, and observations to document this case. 
 
THEORETICAL FOUNDATIONS 
 
The inquiry is based on three strands of theory, namely, memory in culture, heritage, and 
consumption communities, each of which is explained in the following sections. 
 
Memory in Culture 
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The constructs that people use individually and collectively to discuss their pasts form part of a 
socially agreed way of speaking about it. Group memory is always already social because it 
involves social interaction in discussions about the past. We are not talking here about memory as 
a function, a storage system, or an abstract idea, but as a dynamic, social, process of remembering 
Halbwachs, 1980; Assman and Czaplicka, 1995; Erll, 2016; Olick, Vinitzky-Seroussi, and Levy 
(ed.) 2011). Memory is always already cultural - for a variety of reasons, but particularly because it 
is mediated and makes use of symbols in communication, and because the act of remembering is 
culturally as well as socially situated. The domain of social remembering has tended to be at the 
level of the state, or nation or organisation (Erll, 2016). Finally, memory is often supported by 
material objects. In this particular case, the way in which the band chose to remember itself was by 
means of an institutionalised ritual, that of the museum exhibition, which involved the display of 
its own material art and artefacts. 
 
Memory studies furnish us with a range of constructs and distinctions which are important to this 
inquiry. Erll (2016) sought to help lay the groundwork for a memory studies which is cultural and 
social. This perspective traces its roots to the work of Maurice Halbwachs, the French sociologist. 
Erll frames FXOWXUDOPHPRU\DV³WKHLQWHUSOD\RISUHVHnt and past in social contexts´2008: 2). In a 
subsequent formulation, she develops this point, saying that memory LV³WKHVXPWRWDORIDOOWKH
processes (biological, medial, social) which are involved in the interplay of past and present within 
socio-cultural contexts´16:101). She asserts that cultural memory studies is ³IXQGDPHQWDOO\D
multi-disciplinary SURMHFW´ (Erll and Nünning, 2008) and that the notion of culture in question here 
is related to (a) ³WKH*HUPDQWUDGLWLRQRIWKHVWXG\RIFXOWXUHV´>.XOWXUZLVVHQVFKDIW@ where culture 
is social, material and mental, and to (b) anthropology, referring to Geertz (1973), where culture is 
defined as ³a commXQLW\¶VVSHFLIic way of life, led within its self-spun webs of meaning´. Olick et 
al. (2011) point to a crucial difference within memory studies, namely the individual (cognitive) 
and the collective (social, medial). All individual remembering is social, in so far as it is done in 
social contexts, and the language that is used to conceive of, or to construct, memories is socially 
formed and learned7KHFROOHFWLYHOHYHORIPHPRU\KDVWRGRZLWKWKH³PHGLDLQVWLWXWLRQVDQG
SUDFWLFHVE\ZKLFKVRFLDOJURXSVFRQVWUXFWDVKDUHGSDVW´ (Erll and NĦnning 2008). According to 
Erll (2016:11)³WKH development of a modern understanding of culture as a shared sign system 
ZLWKDVRFLDODPDWHULDODQGDPHQWDOGLPHQVLRQ«and the formation of theories of collective 
memory ZHUHLQIDFWFORVHO\UHODWHG´ 
 
Social remembering is conceived as a dynamic process in which individuals who are members of a 
group actualise a version - or versions - of the past. Erll (2008) offers the idea WKDW³WKHSDVWLVQRW
given, but must instead continually be re-constructed and re-SUHVHQWHG´S. Remembering is, 
therefore, theorised for the purposes of this paper as a dynamic performance and accomplishment. 
There are potentially different modes of remembering the same event. We take a museum 
exhibition to be a particular, institutionally framed, mode of remembering. All memory is 
mediated orally/aurally as well as in scripts. Cultural meaning is established and maintained in 
literate cultures through normative and formative texts: µnormative texts codify the norms of social 
behaviour¶DQG³IRUPDWLYHWexts formulate the self-image of the group and the knowledge that 
VHFXUHVWKHLULGHQWLW\´J. Assman, 2006:104, cited in Erll, 2016:34). 
 
Studies of memory in culture have dealt with mourning (Papailias, 2016), the family (Erll, 2011), 
business history (Hansen, 2012), mnemonic practices (Olick and Robins, 1998), and 
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organisational memory (Schatzki, 2006; Rowlinson et al., 2010; Üsdiken, Kipping, and Engwall 
2011; Anteby and Molnar, 2012). There have been very few applications of cultural memory 
theory to music. For example, Van Dijck (2006) shows that ³we need public spaces to share 
narratives and to create a common musical heritage´; DeNora (1999) constructs ³PXVLFDVDGHYLFH
for on-going identity work and for spinning a biographical thread of self-remePEUDQFH´, and Van 
der Hoeven (2014) reports on individual memories of musical events.  
However, while there are studies which look at individual remembering of/with/through music, 
there is a clear gap within the research in cultural memory studies about collective remembering of 
music. This study remedies this gap by focusing specially on a music consumption community 
which remembers itself through an exhibition. 
 
Heritage 
 
Curatorship is arguably the big new job of our times: it is the task of re-evaluating, filtering, 
digesting and connecting together. In an age saturated with new artefacts and information, it is 
perhaps the curator, the connection maker, who is the new storyteller, the meta-author. Brian Eno 
(1991) 
 
In this section, we explore the notion of heritage, and, because the focal exhibition took place 
within museum settings, we situate heritage in relation to current thinking in museology. Heritage 
is what we inherit at birth; it is the evidence of the past with which to make sense of the present, 
and it may determine what we hand on to future generations. It makes us who we are, gives us our 
community identity, and can shape our individual sense of well-being and belonging. Heritage is 
how history is mediated through the material evidence of our shared past and the intangibles of our 
community value systems, customs and beliefs. Museums tended to either highlight the material 
FXOWXUHRIWKHµRWKHU¶DVREMHFWVRIFXULRVLW\RUHOVHHOHYDWHWKHVWDWXVRIREMHFWs into something 
worthy of display through its relationship with the higher ideals of the museum as the location of 
high cultural values (Rodner and Thomson 2012; see also Bennett and Janssen, 2016).  
 
When confronted by heritage discourse and practice, we need to consider, how heritage, the past, is 
dynamically constructed and interpreted by the community (see e.g. Belk 1988, Holt 2002). The 
construction of heritage is conceptualised here as a social activity, where heritage practices can 
usefully be understood as a form of social remembering. Discursive psychologists interested in the 
analysis of social rememberings stress that versions of past events are socially occasioned 
phenomena (Edwards and Potter, 1992), i.e. they occur in the context of communicative action and 
UKHWRULFDQGFDQSOD\DNH\UROHIRUH[DPSOHLQµIRUPXODWLQJDVHQVHRILGHQWLW\RIRQH
VSODFH
in the family and the wider world¶(GZDUGV3RWWHUDQG0LGGOHWRQ The analysis of 
discourse and texts in this area examines the ways in which reports or discussions of past events 
(social rememberings) are constructed to perform actions (Edwards and Potter, 1992; Edwards, 
Potter and Middleton, 1992; Middleton and Edwards, 1990), focussing on the detailed 
construction of meaning and considering what the practical consequences of constructing the 
EDQG
VSDVWLQWKLVFDVHLQDSDUWLFXODUZD\PLJKWEHLQWHUPVRIIRUPXODWLQJWKHFRPPXQLW\¶V
past. In this regard, following cultural memory theory, we regard cultural meaning ± and the 
meaning of the past - as being established and maintained through texts. Normative texts set out 
WKHQRUPVRIVRFLDOEHKDYLRXUDQGIRUPDWLYHWH[WVFRQVWUXFWWKHFRPPXQLW\¶VVHOI-image (J. 
Assman, 2006:104, cited in Erll, 2016: 34).  
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A key concept in recent years, often termed the New Museology, has been the need for museums 
to change, to be more flexible and indeed visibly more inclusive, in the objects and stories they 
display, the communities they work with and indeed how they position social identities 
(Hutchison, 2013:145). This museological shift is dependent on the changing role of the curator, 
moving from custodian or guardian (and decision taker) to a more flexible approach to 
collaborative working, where there is potential at least for community representatives to determine 
not just which stories are told but how (Golding and Modest 2013:20; Le Guern, 2014)  
 
7KHTXRWDWLRQIURP%ULDQ(QRDERYHDERXWFXUDWRUVKLSEHLQJWKH³ELJQHZMRERIRXUWLPHV´
signals that already more than twenty-five years before the time of writing the term curator could 
be appropriated and applied to other contexts, implying that all can be curators of their own lives 
outside of the museum. This is important to our study because, as is discussed fully below, the 
NMA exhibition was heavily influenced by fans and the band working together to curate the 
H[KLELWLRQWKXVUDLVLQJWKHLVVXHRIDFRPPXQLW\¶VDJHQF\LQWKHUHPHPEHULQJRILWVSDVW 
 
Whilst this approach to heritage is helpful, it has not to our knowledge been applied, alongside 
cultural memory theory, to a consumption community, which is the third and final body of 
literature to which we now turn. 
 
Consumption Communities 
 
Despite modernist critiques of the role of consumer society in disrupting long-established social 
structures, such as traditional religious and neighborhood communities, the human need to belong 
HQGXUHVDQGPDQLIHVWVLWVHOILQWKHPDUNHWSODFH2¶*XLQQDQG0XĖL], 2005). First proposed by 
Boorstin (1973), consumption communities are comprised of people who share common interests 
and concerns, and a sense of well-being, that comes from a communality of consumption behavior. 
Various types of consumption communities through which consumers forge communal ties have 
since been identified and studied, from subcultures of consumption (Schouten and McAlexander 
1995), to consumer tribes (Cova and Cova 2002; Cova, Kozinets and Shankar 2007) and brand 
communities (MuĖiz DQG2¶*XLQQ$VSDUWRI$UQRXOGDQG7KRPSVRQ¶V
marketplace cultures stream within FRQVXPHUFXOWXUHWKHRU\WKLVERG\RIUHVHDUFK³DGGUHVVHVWKH
ways in which consumers forge feelings of social solidarity and create distinctive, fragmentary, 
self-selected, and sometimes transient cultural worlds through the pursuit of common 
FRQVXPSWLRQLQWHUHVWV´ 
 
Consumers group together in various ways around different kinds of products and brands. Music, 
as a rich, complex and ubiquitous symbolic product, (Bradshaw and Shankar 2008; Larsen, 
Lawson and Todd 2010) is also DµZRUNVSDFH¶IRUVRFLDOZRUNWREHGRQH'H1RUD
Unsurprisingly, then, music has featured in discussions of social formations and consumption. 
Foundational work on subcultures highlighted the role of music (alongside fashion) in subcultural 
style, which, Hebdige (1979) argues, functions as a form of protest against hegemonic power 
structures. Due to a decline in class culture (Bennett 1999) and a huge proliferation and diffusion 
of types of music, subcultures are no longer as demarcated by music as they once were. Yet, 
consumption communities continue to form around music, as highlighted by Goulding, Shankar 
and Canniford¶s (2013) study of clubbing tribes. 
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Much of the extant literature seeks to define and characterise different kinds of consumption 
communities. However, the distinctions between them remain unclear, as there has been little 
consideration of how the different types of communities relate to each other (Canniford 2011). 
Much of the work on consumption communities owes a debt to Cova (1997: 307), who argues that 
the OLQNLVPRUHLPSRUWDQWWKDQWKHWKLQJ³7KHJRRGVDQGVHUYLFHVZKLFKDUHYDOXHGDUHPDLQO\
those which, through their linking value, permit and support social interaction of the communal 
W\SH´*URXSVDUHKHOGWRJHWKHUE\VKDUHGHPRWLRQVVW\OHVRIOLIHmoral beliefs and consumption 
practices (Cova 1997) and exist to serve the needs of members for building relationships and 
engaging their interests (Fournier & Lee 2009).  
 
In this vein, we are less interested here in defining what kind of consumption commXQLW\10$¶V
µIDPLO\¶LVLQWKHRU\EXWUDWKHUZHDUHFRQFHUQHGZLWKWKHUROHRIKLVWRU\KHULWDJHDQGPHPRU\LQ
creating a sense of collective belonging. Thomas, Price and Schau (2012), drawing on Arnould and 
Price (1993) and Turner (1969), define collective belonging as the degree to which a community 
embraces, values, and commits to solidarity and togetherness (communitas) as a part of its 
FROOHFWLYHLGHQWLW\$FRPPXQLW\ZLOOHQJDJHLQXQLI\LQJSUDFWLFHVWRHQKDQFHLQGLYLGXDOV¶VHQVH
of belonging and to preserve community continuity. Thomas et al. (2013) show that communities 
can preserve continuity even when heterogeneity, through a diversity of actors, operates as a 
destabilizing force.  
 
Research into how and why music consumption communities remember their past is scarce - 
perhaps because the field of music has for so long been associated with youth, who are in the 
process of becoming rather than remembering. In this paper, we aim to contribute to remedying 
that lack by documenting how a consumption community which has been formed around popular 
music remembers its past.  
 
Rock bands and their fans, much like members of other marketplace cultures (e.g. Thornton 1996, 
Kozinets 2001, Ulusoy 2016) are of course engaged in a continual process of negotiating their 
heritage. Indeed the heritage of a rock band, in the widest sense, includes all of the meanings which 
it has ever negotiated with its fans²musical, visual, material and experiential. The production and 
consumption of music are articulated (linked) by cultural texts of different kinds performed and 
consumed by bands, their fans and by third parties. They include musical sounds, lyrics, artwork, 
merchandise, publicity photographs, live performances, DVDs, and so on. The meanings of these 
texts are negotiated between bands and fans, and include the hedonic, sacred, secular, utilitarian, 
HFRQRPLFSROLWLFDODQGVRFLDOUHVRQDQFHVRIWKHEDQG¶VZRUN:KLOHWKHIDQVDUHIUHHWRPDNHWKHLU
own response to the texts, their interpretation is shaped or constrained by the way in which these 
texts are encoded by the band; at the same time, the fan-base of any particular band constitutes an 
interpretive community, an audience, whose sense-making, imagination, emotional reaction and 
creativity may to some extent, in its turn, shape and constrain or enable WKHEDQG¶VSURGXFWLRQ
Thus both musical heritage and the music itself are socially constructed (Bowman 1998). We will 
show how, in mounting the exhibition One Family ± One Tribe: The Art & Artefacts of New Model 
Army, NMA is engaging in practices outside the customary writing/recording/touring/performing 
cycle of a rock band. However, this move is instrumental in providing a forum for remembering 
and for re-membering (becoming members again), with the potential to work as a powerful setting 
for the development and maintenance of the NMA community of memory. It provides 
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opportunities for reflection, elaboration and a space where feelings of belonging and group 
allegiance are activated (cf. Edwards, Potter and Middleton, 1992) and where a sense of social 
identity and band loyalty may be heightened and experienced - that intrinsic connection that 
members of a social grouping feel towards each other in terms of shared attitudes, perceived 
similarity and a shared knowing of belonging and a collective sense of difference from those not in 
the community (Maffesoli 1996, Cova 1997, 0XĖL] DQG2¶*XLQQ 
 
Our starting research question (see above) was: how do musical communities remember their past? 
We also see answers to the question: What implications does the move to heritage have for the 
identity, membership and continuity of a music consumption community? 
 
METHODOLOGY 
 
This study of the NMA touring exhibition is framed by a much wider ethnographic inquiry into the 
relationship between the band and its fans, which took place over several years (see for detail 
2¶5HLOO\DQG'RKHUW\'RKHUW\DQG2¶5HLOO\) and informs the interpretation of 
the exhibition data. Within the marketing and consumer literature, a number of scholars have 
adopted ethnographic approaches to inquiry. Elliot and Jankel-Elliott (2003) apply the principles 
RIHWKQRJUDSK\WRZKDWWKH\FKDUDFWHULVHDVµVWUDWHJLFFRQVXPHUUHVHDUFK.¶7KH\VHHethnography 
DVµWKHVWXG\RIEHKDYLRXULQQDWXUDOVHWWLQJV¶ requiring an understanding of how the people being 
studied understand the world, immersion in the field, and participation in the cultural life being 
studied. Arnould and Price (2006), citing Coupland (2005), argue for an understanding of what 
WKH\FDOOµPHVR-OHYHOHWKQRJUDSK\¶DVDPHDQVRIXQGHUVWDQGLQJKRZFXVWRPHUVµXVHUHVRXUFHV
SURYLGHGE\ILUPVLQWKHFXOWXUDOO\VRFLDOO\VLWXDWHGSUDFWLFHVRIWKHLUHYHU\GD\OLYHV´T 
 
The wider inquiry into the band LQFOXGHGLQWHUYLHZVZLWKWKHEDQG¶VIURQWPDQ-XVWLQ6XOOLYDQ
with Joolz Denby, the co-curator of the exhibition, and with NMA fans and other associates. It also 
involved attendance at, and observation of, WKHEDQG¶VOLYHSHUIRUPDQFHVlengthy observation on 
WKHEDQG¶VRQOLQHIDQIRUXPcontinual listening to the music, analysis of the lyrics, artwork, and 
YLGHRVLQFOXGLQJ5HLG¶VGRFXPHQWDU\RQWKHband (Reid, 2015), as well as ancillary attendance at 
poetry events and a spoken word residency run by Joolz, document analysis, the production of a 
full-length video of a NMA concert performance, and informal conversations with members of the 
community. For the museum exhibition part of the inquiry, we interviewed the curator, visited the 
exhibition in a number of locations (Otley, Bradford, Salford), and captured video footage of the 
exhibits. The analytical approach of the study was interpretive, involving discursive analysis of the 
texts (Edwards and Potter 1992; Edwards, Potter and Middleton 1992), both as standalone texts, as 
well as in relationship to one another, and to the context in which they were produced and 
consumed. 
 
From the interview and visits, it emerged that the idea for the exhibition came from Joolz Denby, 
who has been a key band associate and responsible for the album cover artwork for the band since 
the early 1980s, and is an accomplished spoken word artist and writer in her own right. A NMA fan 
who worked closely with Joolz in developing the event was the audience development manager for 
a museum body. Together, they planned for the Otley preview event and secured the public 
funding with the aid of solicited fan testimonials. Artefacts and artwork which were the property of 
the band were given professional curatorial treatment and put on display. Initially, the exhibition 
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was given a preview showing in the Old Courthouse in the small town of Otley, a community arts 
centre which generally hosts arts events appealing to a different kind of audience. The preview 
event in Otley was visited by a museum service team and, on the basis of this appraisal, the event 
was permitted to move to the Cartwright Hall in Bradford, West Yorkshire, where exhibition space 
is usually reserved for major artists - Anish Kapoor had been a recent exhibitor. There, it received 
approximately 10,000 visits. Under a municipal twinning arrangement between Bradford and 
Hamm, Germany, it was next shown at the Hamm Maximilian Park (6,000 visitors), and later at 
Salford Museum & Art Gallery, near Manchester, England. 
 
In the two rooms occupied at the Bradford exhibition, objects exhibited by the band included lyrics 
notes and books, paintings, portraits, photographs, a photo-collage, the original painted leather 
MDFNHWIURPWKHEDQG¶VGhost of Cain album cover, posters, CD and album cover artwork, musical 
LQVWUXPHQWVFRVWXPHVXVHGLQWKHHDUOLHUSDUWRIWKHEUDQG¶VSHUIRUPLQJFDUHHUlaminated 
backstage passes, stage decorations/banners, five costumed mannequins, clogs, a hat worn by 
Justin Sullivan on 1980s videos, preVVFXWWLQJVDµ)DPLO\6FUDSERRN¶RIFRPPHQWVIURPIDQV (see 
below), artwork produced by a fan in response to the band music. There were, finally, several 
objects pointing to death (skulls, skeletons) and spirituality (an altar, a serpent on a cross, Tarot 
cards, a framed painting and statuette of the Blessed Virgin Mary). At the Otley exhibition, there 
were computers available so that fans could interact online (on the NMA Noticeboard) with those 
fans who could not make a visit. There was also a video loop which showed NMA in concert. The 
EDQGWKHPVHOYHVDSDUWIURPVRPHPHPEHUV¶SHUIRUPDQFHVon each of the opening nights, were of 
course not physically present at the exhibition. Instead, there were the five mannequins dressed in 
early-NMA stage clothing. In addition to these objects, there were some key exhibits on which our 
analysis focuses, namely: a reproduction merchandise booth, an altar, a Family Scrapbook 
containing fan testimonials solicited by the curators, and two important text-H[KLELWVHQWLWOHGµ1HZ
0RGHO$UP\$UWZRUN¶'HQE\DQGµ7KRXJKWVRQWKH10$)DPLO\¶'HQE\2004). The 
continuous presence of these last two documents RQWKHEDQG¶VZHE-site testifies to their 
importance to the framing of the baQG¶VFUHDWLYHDHVWKHWLFDQGFRPPXQLW\HWKRV respectively.  
 
FINDINGS 
 
We report the findings of our analysis in three main themes, all of which emerge from the data: 
Family; Imagination, Religion and Magic; and Traces of the Past. The theme of Family emerges 
from the data as a field metaphor in continuous use within the community to describe itself. It is, 
WKHUHIRUHYLWDOWRDQXQGHUVWDQGLQJRIWKHFRPPXQLW\¶Videa of itself, both present and past. 
Imagination, Religion and Magic also emerges as a theme ZKLFKIRFXVHVRQWKHEDQG¶VDHVWKHWLF as 
well as its imagined identity.  Finally, the theme of Traces of the Past addresses how, both within 
the museum exhibition as well as within the wider study, the past is signified in a wide variety of 
texts. 
 
Family 
 
Under the heading of Family, we consider the emic framing of the music consumption community 
using the kinship metaphor of Family and consider, respectively, the ethos and aesthetic of the 
Family using the exhibits New Model Army Artwork (Denby, 1997) and Thoughts on the NMA 
8 
 
Family (Denby, 2004). We also consider the Family Scrapbook as a repository of collected fan 
memories and testimonials. 
 
On the walls of the museum, and providing a framework of interpretation for the other exhibits, 
was a series of panels reproducing WKHWH[WRI-RRO]¶VThoughts on the NMA Family. This is a text 
through which a highly respected, ab initio, band associate can be seen to be actively working to 
µSURYLGHPHPEHUVZLWKWKHPHDQLQJFRQQHFWLRQLQVSLUation, aspiration even mystery and shared 
VHQVHRISXUSRVHWKDWLVUHODWHGWRWKHLUVKDUHGFRQVXPSWLRQLGHQWLWLHV¶.R]LQHWV7KH
piece is in part a fierce polemic, partly a retrospective essay, and partly a manifesto, 
communicating core band values. The emergence of the Family is presented in this text as a 
VSRQWDQHRXVRUJDQLFUHDFWLRQWRWKHVXVWDLQHGµSHUVHFXWLRQRIDFUHDWLYHIRUFH¶(by the mainstream 
music media) and, by implication, the ideas, beliefs, and values of their fans. In response, the fans 
are constructed as strong-minded and independent in their refusal to be influenced by negative 
evaluations of the NMA and the dismissal of the band. They are characterized as possessing a 
strong psychological and emotional connection with the band that transcends any attempt to 
sabotage the NMA project and that engenders a desire to defend and protect it as if it were a family 
member. The band-IDQUHODWLRQVKLSLVFRQVWUXFWHGDVRQHRIµPXWXDOSULGHDQGUHVSHFW¶, and a 
µVWURQJSHUVRQDOERQG¶ which endures. The Family itself is constructed in affective terms 
FRQQHFWHGGLUHFWO\WRWKHIDQV¶UHVSRQVHWR10$¶VPXVLF 
 
PRUHWKDQDQ\WKLQJHOVHLW¶VDfeeling; some would say, an instinctive emotional response to the 
intensely emotional music created by the band. 
 
7KHEDQGLVFRQVWUXFWHGDVµnever [having] PDQLSXODWHGRUOLHGWRWKHIDQVIRUILQDQFLDOJDLQ¶DQGµD
FUHDWLYHIRUFHWKDWLQWHOOLJHQWO\DGGUHVVHGDQGH[DPLQHGWKHLGHDVDQGEHOLHIV>WKHIDQV@KHOGGHDU¶. 
It is imagined as a politically engaged change agent willing to pitch in and fight for its beliefs. The 
EDQGVSRNHWKHWUXWKDQGµSDLGDKHDY\SULFH¶7KH\DUHQRWLQWHUHVWHGLQEHLQJFRRORUFHOHEULWLHV
nor do they need to behave like rock stars ± they have a professional ethic built upon respect for 
their crew and associates. 
 
This sense of band-fan and fan-fan mutual caring is linked to the very survival of the musical 
project. The choice of a kinship-denoting field metaphor signifies blood connections and helps to 
connote ideas of family history or ancestry ± a kind of genetic trace that needs to be accounted for. 
The Family LVQRWDIRUPDOFRQWULYHGRUJDQLVDWLRQ¶QRULVLWµDQHOLWHDFOXEDJDQJRUDQ\WKLQJ
HOVHDORQJWKRVHOLQHV¶instead it is µDVSRQWDQeous sense of fellowship that has developed over the 
\HDUV¶,QIDFW 
 
«)RUPDQ\10$DQGWKH)DPLO\KDVVLPSO\EHFRPHDSODFHRIHPRWLRQDOVDQFWXDU\ZKHUHWKH\
GRQ¶WKDYHWREHDQ\WKLQJEXWWKHPVHOYHVDQGZKHUHWKH\FDQEHSURXGQRWDVKDPHGRIWKHLU
deepest feelings in an atmosphere of comradeship, love and support. 
 
The sanctuary is constructed as a place of comfort and relief from feelings of dislocation and 
alienation, a place where one can find a sense of belonging and tribal solidarity or an emotional 
µFRQVFLRXVQHVVRINLQ¶VHH0XĖL] DQG2¶*XLQQ² an intrinsic connection that members of 
a consumption community feel towards each other, based on shared attitudes, perceived similarity, 
and importantly, a collective sense of difference from those not in the community. 
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7KHH[KLELWLRQLV³GHGLFDWHGWRWKHPHPRU\RI'DUU\O.HPSVWHU´D10$)DPLO\PHPEHUZKRZDV
tragically killed on 28 June 2004 in South Africa. It also features 5REHUW+HDWRQWKHEDQG¶V
drummer from 1982 to 1998, who died on 4th November 2004 from pancreatic cancer. In Reid¶V 
(2015) documentary on the band, Justin Sullivan explains that Heaton did most of the work on 
Green and Grey, the song which has become probably the most significant RQHLQWKHFRPPXQLW\¶V
repertoire. There is therefore a sense of mourning and remembrance about the exhibition. The 
mention of these important Family members reflects a desire to com-memor-ate them and to 
re-member them into the community from beyond life. The idea of death is also signified by the 
exhibition of skulls and skeletons in some of the cases and on the merchandise booth. These, too 
FDQEHUHDGDPHPHQWRPRULZKLFKLQWXUQOLQNVWRDUHFXUULQJPRWLIRIWKHEDQG¶VO\ULFVQDPHO\
that of human vanitas and the impermanence of life. 
 
The involvement of fans in the design, planning, fundraising, and set-up of the exhibition was 
considerable. One fan was a museum worker in audience development and co-curated the 
exhibition with Joolz Denby. The fans were involved in advocating the exhibition, and in fact a 
selection of their testimonials were included in a book which became an exhibit. E-mails from the 
fans were pasted into a ring-bound scrapbook, the Family Scrapbook, and thus became artefacts in 
the exhibition. The fans are represented in the exhibition by these testimonials, which contain their 
representations of the band, themselves, their relationship with the band and membership of the 
Family. 
 
Our first quotation from the Scrapbook makes use of the idea of family to talk about the individual 
and collective dimensions of the community. This fan also sees the Family as a source of pride. 
 
Naturally, as in any family, each person has their own, individual viewpoint and adds their own 
valued contribution to the greater picture. But as to my thoughts on the NMA Family ± I 
personally am incredibly proud of it and proud to say I belong to it.  
(NMA Fan #01, exhibit). 
 
Other collected memories include those that see their connection with the band as something 
which endures through time, in good times and bad, like this fan who also talks about the complete 
KDSSLQHVVWKDWFRQVXPLQJ10$¶VPXVLFOLYHJLYHVWKHP 
 
New Model Army have been something that I have been able to come back to years after year, 
good times and bad (personally and for the band). I cannot remember how many times I have 
seen them live, there are not many things that make me completely happy in/ with the world, but 
being at an Army gig does that. 
(NMA Fan #02, exhibit). 
 
For others, the memories go back to a specific moment of the physical impact of the music: 
 
I remember the actual day as clear as a bell «The first thing that made me listen intently was 
the intro to No Rest for the Wicked. The echoed delay bass guitar drew me in - and I stopped 
drinking a can of beer and concentrated hard as the rest of the song came surging in. I was 
deeply affected by the pure power and emotional energy pounding out from a small radio 
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cassette player on the windowsill. My head spun and I felt an indescribable stirring in my 
stomach. Justin's voice pulled at something deep inside me that I have never been able to forget.  
(NMA Fan #03, exhibit). 
 
These collected memories, some diachronic, some synchronic, become part of the collective 
memory of the community through the mode of remembering of the exhibition. The memories are 
DERXWWKHIDQV¶FRQQHFWLRQZLWKWKHEDQGDQGLWVPXVLFWKHOLQNLQJYDOXHLQWKHFRPPXQLW\7KH
kinship bonds within the Family are not blood-ties but musical. 
 
Imagination, Religion, and Magic 
 
Central to an understanding of heritage and the past is the role of memory, but we wish to argue 
here, from the data, that imagination also has a key role to play. We use imagination here in the 
Romantic, and later Jungian (e.g. Jung, 1990), sense of the human faculty which is capable of 
connecting with (what is constructed as) the µsublime¶ or µdivine¶, be this framed as magical, 
religious/spiritual, artistic, or, to use the terminology of analytical psychology, the collective 
unconscious. 4XLWHDSDUWIURPWKHEDQG¶VVRQJO\ULFVDQGLQWHUYLHZVRYHU many years, the exhibits 
themselves point us in this direction. We read this, specifically, from the centre-piece altar (see 
Figure 1 below)WKHSUHVHQFHRIUHOLJLRXVREMHFWVDQG-RRO]¶VGLVFXVVLRQRIKHUDUWLVWLFSUDFWLFH
(Denby, 1997). 
 
There is a sense in which a museum collection may be read as a shrine, a preservation of cultural 
resources which are sacred to a particular society. In this sense, the art and artefacts exhibition 
might be regarded as a touring shrine to NMAWKHDUNRIWKHFRPPXQLW\¶V covenant with itself. 
7KHUHDUHDOVRSDUWLFXODUUHDVRQVIRUXVLQJWKHZRUGµVKULQH¶LQWKLVLQVWDQFHKRZHYHU7KLVKDVWR
do with the ways in which the sacred is represented and invoked ± imagined - in the exhibition. 
One key display in this regard is the altar, which was the first thing the visitor saw on entering the 
Bradford exhibition ± see Figure 1, described below. 
 
Figure 1: The Altar 
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On a dais about 12 centimetres off the ground, stood two very tall candlesticks wrapped in a white 
fabric and holding thick red candles. Midway between them, against a white-emulsioned back 
SDQHOZDVDIUDPHGFRS\RIµ&HOWLFNQRW¶RULJLQDODUWZRUNIRUWKHThunder and Consolation album 
(1989). Its location in the exhibition in the centre of the altar is a clear sign of its importance. In a 
Catholic church, for example, it is the tabernacle which is in the middle of the altar; the object of 
worship is central. 7KHPDNLQJRIWKLVDOWDUIRUWKHH[KLELWLRQVWHPVIURP-RRO]¶VRZQVSLULWXDO
practice of shrine-making,QGHHGLWLVDNH\DVSHFWRIWKHSDUWLFXODULW\RIWKLVµFDVH¶WKDW-RRO]¶V
aesthetic is heavily influenced by references to magical, esoteric and spiritual resources. The altar 
knotwork symbol, which is sometimes loosely referred to as Celtic, but is in fact Pictish, points to 
a long-past kind of spirituality and culture which is pagan, and to the idea of a time and place when 
society was organized tribally. NMA does actually make use of Celtic signifiers on other artwork. 
For example, tKHEDQG¶VGreen and Grey cover (Heaton, R. and Sullivan. J., 1987) 1987) carries 
the well-known Celtic triskeles, which Laing and Laing (1992) suggest were of magical 
significance - EXWSµWKHH[DFWRULJLQDOPHDQLQJRIWKHV\PEROLVPLVORVWWRXV¶Green and 
Grey LVFRQVLGHUHGE\PDQ\WREHWKHEDQG¶VGHILQLQJVRQJVLJQLILFDQWO\WKLVZDVWKHVRQJZhich 
ZDVFKRVHQWREHVXQJDWWKHIXQHUDOVHUYLFHIRU5REHUW+HDWRQWKHEDQG¶VGUXPPHUDQGFUHDWLYH
contributor from 1982 to 1998, who is commemorated in the exhibition. 
 
Here, grateful to Erll for the insight, we note the link to the work of Warburg, and his interest in the 
³UHDGRSWLRQRIYLYLGLPDJHVDQGV\PEROVLQGLIIHUHQWHSRFKVDQGFXOWXUHV´ (Warburg, XXX date, 
cited in Erll, 2011:19, ff.). This NMA altar is, we argue, an instance of just such a readoption - of a 
centuries-old Pictish symbol by late twentieth century to early twenty-first century music 
consumption community. :DUEXUJ¶VVD\LQJWKDW³*RGLVLQWKHGHWDLO´(1992:618) might be read 
KHUHDVVXJJHVWLQJWKDWWKH)DPLO\RUWULEDO³*RG´KHUHWKHVSLULWXDOXQGHUSLQQLQJRIWKH
consumption community, is symbolised by a single, central, detail, a Pictish triskele artwork, 
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signifying WKHFRPPXQLW\¶VK\PQRUDQWKHPGreen and Grey (Heaton/Sullivan, 1987). The song 
can be read as a reproach sung by WKRVHZKRFKRRVHWRVWD\LQWKH³YDOOH\VRIJUHHQDQGJUH\´WR
sRPHRQHZKRKDV\LHOGHGWRWKHDWWUDFWLRQRI³WKHODQGof gold and poison that beckons to us all´. 
This ³\RXQJEUDYH´ZKRKDVVWROHQDZD\ is seen as leaving the community for reasons to do with 
self-will and not community-mindedness, EHKDYLQJ³DVLIZHZHUHQRWRIWKHVDPHEORRGIDPLO\DV
LIZHOLYHE\GLIIHUHQWODZV´ ± a pointer to the ethos of the Family. Seen in the light of this close 
reading, the altar symbol functions as a kind of normative text (Assman, 2006:104) for the 
community. 
 
Belk, Wallendorf, and Sherry (1989H[SORUHGWKHµPDQLIHVWDWLRQVRIWKHVDFUHGLQKHUHQWLQ
FRQVXPHUEHKDYLRXU¶$NH\WKHPHLQWKHLUSDSHUZDVWKDWµFRQVXPHUVPDGHVDFUHGDQGSURIDQH
GLVWLQFWLRQVLQWKHLUEHKDYLRXUVDQGXVHVRIVSDFHWLPHDQGREMHFWV¶7KHDOWDUH[KLELWDWWKH
exhibition can be read as a case of sacralisation of the NMA Family. Belk et al. (1989) cite Clifford 
LQVXSSRUWRIWKHLGHDWKDWµSODFHPHQWLQD«PXVHXP«FDQVDFUDOL]HREMHFWV¶+HUHWKHQ
in a museum exhibition, the band, with the help of the fans, sacralises its art and artefacts by 
collecting it and placing it in a museum, and further sacralises the NMA Family through the 
symbolism of the altar. 
 
The album artwork in the centre of the altar is constructed as pointing back to Pictish times, long 
beyond the living memory of the community, into a distant past. This centrally important symbol 
tells us that the community work of re-membering the past is not only a matter of memory but of 
imagination. It is significant, we believe, that the cultural memory literature has little to say, 
specifically, about the role of imagination in social remembering. There is, therefore, scope to 
argue, from this data, that social remembering is not simply a matter of memory, and could be 
re-conceived to include also practices of imagination. 
 
Turning now to the theme of magic, we note that, iQKHUIRUPDWLYHWH[WRQWKHEDQG¶VDUWZRUN
(1997), Joolz articulates a particular kind of aesthetic. Consider for example the construction of a 
T-shirt design in the following extract: 
 
NMA art requires passion and commitment. It requires close attention to details, long study and 
years of observation. Then somehow, like a piece of conjure, it all comes right. There's a lot of 
actual magic in NMA art - glamours, hints, things which seem obvious but aren't, dark stuff. When 
you put on that T-shirt, with the device, formula or image printed into the warp and weft of the very 
fabric, you put onto your body, next to your living skin, a message; something breathing and vital, 
an essence distilled from liquid into vapour. Don't imagine that because it looks like a Big, Black 
T-shirt it is a Big, Black T-shirt - oh, no, it's a medicine bag, a fetiche, a code. You probably don't 
believe me, and that's your choice, of course - but I know it's true. [emphasis in original] 
 
Apart from being an expressive text written by a practising spoken word artist and writer, this 
imaginal transformation of the T-VKLUWPHUFKDQGLVHLQWRµVRPHWKLQJEUHDWKLQJDQGYLWDO¶DGLVWLOOHG
HVVHQFHDµPHGLFLQHEDJ¶DµFRGH¶, has links to hermetical and alchemical thinking. The idea of 
alchemy is, therefore, important to an understanding of how Joolz sought to contribute to an 
imagining of the art and artefacts, and, partly therewith, the artistic ethos of the community itself. 
Alchemy is about the magical transmutation of base metal into precious metal. As a trope, the idea 
of the distillation of essence from liquid into vapour (matter into spirit) might be used, for 
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example, to characterise the potential transformation of the everyday into peak experiences at gigs, 
of a T-shirt into a living, breathing fabric which connects band to wearer (fan), of lyric transformed 
by the alchemy of live singing into powerful rock anthems uniting band and fans. or of profane 
objects into bearers of sacred significance ± such as the Green and Grey artwork.  
 
The NMA exhibition - at first reading, a mixture of symbolic clothing, religious objects and Celtic 
miscellany - offers DVHHPLQJMXPEOHRIIHWLVKLVHGµWKLQJV¶ZLWKQRGLVFHUQDEOHUHOatedness to one 
RWKHUUDWKHUOLNHWKHWKFHQWXU\µLUUDWLRQDOFDELQHWVRIFXULRVLW\¶ZLWKWKHLUHPSKDVLVRQµPDJLFDO
DQGRUWUDQVFHQGHQWDOVLJQLILFDQFH¶ZKLFKKDGWKHXQLYHUVDODLPRISUHVHQWLQJDZRUOGYLHZDV
perceived by their owners/curators (Hooper-Greenhill, 1992:7). Yet these objects convey meaning 
for NMA and their Family in a way that has its roots in the earliest forms of exhibition 
communication where knowledge was divinatioµ0DJLFDQGWKHRFFXOWZHUHLQWHJUDOSDUWVRI
NQRZOHGJH¶(Hooper-Greenhill,1992:15). In their work, the band draws on shamanistic, religious 
and archaic tribal roots. The objects are not irrational in meaning, but chart the growth, 
development and significance of NMA to the band and to the Family. The exhibition represents 
µWKHREMHFWLILFDWLRQVRIWKHUHODWLRQVEHWZHHQSHRSOH¶$WILHOGDQGUDQJHIURPWKH
mystical to the everyday. The 'banal' everyday objects, including clogs and stage clothing are 
elevated into iconic objects by both association to their wearers and by the power of such items as 
FRQWDLQHUVRIµV\PSDWKHWLFPDJLF«E\ZKLFKZHDQQRXQFHRXUDOOHJLDQFH¶/XULH
Equally the guitars and keyboards retain their magic as conduits of the creativity of the band. 
 
Through these processes RIVDFUDOLVDWLRQ³PDJQLILFDWLRQ´DQGLPDJLQDWLRQWKHEDQGSURGXFHV
normative and formative texts about the music consumption community. 
 
Traces of the Past 
 
TKHEDQG¶VQDPH1HZ0RGHO$UP\DOUHDG\consciously refers to the eponymous historical 
organisation (1645-1660), whose existence preceded it by more than three hundred years and was 
the first professional army in England. The original New Model Army was heavily influenced by 
Puritan beliefs, and was active on the parliamentary side in the English Civil War (1642-1651). 
The choice of this name by the band was a deliberate reach-out to a long tradition of English 
anti-establishment agitation as a means of responding to Thatcherite fascism (1979-1990), which 
SURPRWHGWKH%LJ/LH³7KHUH¶VQRVXFKWKLQJDVVRFLHW\´:RPDQ¶V2ZQ According to 
Justin Sullivan, this was partly because this historical ZDUZDVµWKHQHDUHVWWKLQJZHKDGWRD
UHYROXWLRQ¶6XOOLYDQ. 7KLVKLVWRULFDOUHIHUHQFHLQWKHEDQG¶VQDPHLVLPSRUWDQWQRWVLPSO\
as evidence of a past-ward orientation in the music consumption community, but also because of 
the importance of the Puritan imagination in British indie music, as identified by Fonarow (2006). 
Note: we do not regard NMA as an indie band; their independence goes much deeper. Fonarow 
DUJXHVWKDW³LQGLH¶VFRUHYDOXHVSURPRWHDQGUHSOLFDWHWKHGRFWULQHRI3URWHVWDQW
UHOLJLRVLW\3XULWDQLVP«:LWKLQLQGLHZHILQGD3XULWDQGLVWUXVWRIDXWKRULW\DSUHIHUHQFHIRU
non-corporate, independently-owned commercial operations, an avocation of simplicity in 
PXVLFDOIRUPSURGXFWLRQDQGVW\OH>«@´  
 
The English civil war was a time of many radicalisms, religious and political. In addition to a 
desire for independence from the crown, there was also a clear acknowledgement of social 
interdependence. Petegorsky (1999) discusses the True Levellers or Diggers, a movement led by 
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Gerrard Winstanley, which sought to dig the common land at Cobham in Surrey. This was a 
short-OLYHGRXWZRUNLQJRI:LQVWDQOH\¶VXWRSLDQLGHDVZKLFKLQYROYHGWKHDEROLWLRQRI³SULYDWH
SURSHUW\LQWKHPHDQVRISURGXFWLRQ´DQGWKHLGHDWKDW³WKHHDUWKDQGLWVSURGXFWVZHUHWREHWKH
common possessiRQRIWKHHQWLUHSRSXODFH´, held as wealth in common (1999:210) ± a 
common-wealth, or radical kind of sharing economy (rather than the exchange economy with 
which marketing is pre-occupied ± but see Belk (2010)). ,QWKHHDUO\GD\VRIWKHEDQG¶VOLIH-XVWLQ
Sullivan used the stage name Slade the Leveller. This is usually explained - as for example in the 
film documentary by Reid (2015) - by reference to the need to avoid scrutiny by dole inspectors. 
Nevertheless, the name chosen was a specific reference to the seventeenth-century group of left 
wing political radicals called the Levellers (see Hill, 1991). Further eYLGHQFHRI6XOOLYDQ¶VUHJDUG
for the Levellers is his appearance in a folk opera called Freeborn John (Hammer 2007) to 
celebrate and remember the life of a prominent Leveller by the name of John Lilburne (incidentally 
D4XDNHUDVZHUH6XOOLYDQ¶VSDUHQWV The opera was written by Rev Hammer, a long-time friend 
and collaborator of the band, and the performers included Rev Hammer, NMA, as well as The 
Levellers and Maddy Prior. 
 
6LQFHLWVIRUPDWLRQLQ10$¶VVWDQFHKDVEHHQSURJUHVVLYHDQGOHIWDQGLWVsong lyrics reflect 
SURWHVWDJDLQVWHYHQWVVXFKDVWKHVXSSUHVVLRQRIWKHPLQHUV¶VWULNHWKH)DONODQGV:DUWKH*XOI
Wars, corporate greed, and road-building which is destructive of nature. History features 
prominently DVDWKHPHLQPDQ\RIWKHEDQG¶V250 (approx.) original songs, including The Attack, 
Ballad, The Charge, Headlights, Here Comes The War, History, Killing, A Liberal Education, 
Lights Go Out, My Country, Poison Street, Prison, Purity, and Whirlwind. In the NMA song 
corpus, history is generally constructed as always present and as something that shapes us, as well 
as something of value, with which it behoves us to retain a connection and from which to learn.  
 
7KH10$¶VPRYHWRH[KLELWLWVHOIFDQEHUHDGDVFRQVLVWHQWZLWKWKHXQGHUVWDQGLQJ of the past, as 
communicated in their songs, as important to, and influential for, our everyday experience in the 
present, thus challenging an alternative, objectified, view of the past as static, calcified and of 
questionable relevance to the creative, dynamic innovative present (c.f. Corner and Harvey, 1991). 
There is an opportunity for preservation, certainly, in the museum - to make a mark against the 
(eventual) passing of NMA as a musical group (sadly fore-shadowed by the death of Family 
members) - but also to present the Family as actively engaged in an ongoing heritage project of its 
own making - as a community with connections to the (ancient and sacred) past, respectful of 
history, and mindful of the power of remembrance in creating versions of the past that have 
purchase in the present and future, particularly in solidifying the band-fan relationship (in its 
mythologizing and sacralising of the NMA Family) and the lifeblood of the NMA project. In this 
sense, all of the exhibits are traces of a past, socially remembered and imagined. 
 
DISCUSSION AND CONCLUSION 
 
Our starting research question was: how do musical communities remember their past? We framed 
our inquiry using cultural memory, heritage and consumption community theory. This enabled us 
to generate findings about how the community remembers its past. On the basis of the theoretical 
approach and research design outlined above, we offer a conceptual framework (Figure 2 below) 
which attempts to answer this question. In this figure, we bring together the different strands of the 
findings and integrate them, with theoretical underpinning, into a conceptual framework about 
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how consumption communities remember their pasts. The process of remembering involves the 
active construction of heritage, not simply a reflection on the past. Below this figure, responding to 
our second question, we outline the implications the move to heritage has for the identity and 
membership of a music consumption community. In particular, we draw attention to the important 
role of imagination, so far relatively neglected in the cultural memory literature. 
 
Figure 2: Heritagisation of Consumption Communities 
 
 
 
We explain this framework as follows. Consonant with cultural memory theory, it frames social 
remembering as being an interplay between past and present. Within a given, historically 
grounded, present, a social group, such as a consumption community (in this case, the NMA 
Family), constructs its own past KHULWDJH7KLVSURFHVVFRQVWUXFWVWKHFRPPXQLW\¶VUHODWLRQVKLSWR
the past, which may be recent (the deaths of Family members, the Falklands War), or distant in 
time (the seventeenth century English civil war, the Picts), or in space (those who have left the 
FRPPXQLW\³IRUWKHODQGRIJROGDQGSRLVRQ´ Those who are remembered may be living or dead. 
The construction of heritage consists of four processes, namely social remembering, imagination, 
collecting and curating. We have shown above how social remembering and imagination are 
fundamentally important for heritagisation. All heritage construction takes shape within a certain 
mode of remembering (the museum exhibition in this case) in which scripts, symbols and 
materials/objects/artefacts are originated, re-adopted, selected or synthesised and then gathered 
and curated (Eno, 1991) to form the output of this process, namely a collective memory produced 
from the collected memories of community members (NMA and its fans). The outcome of the 
process of heritagisation can be stronger cohesion and sense of identity within the community. 
At any moment when a community remembers itself, it may also re-imagine itself. Erll (2011) 
SRLQWHGRXWWKDW³PHPRU\LVD WUDQVGLVFLSOLQDU\SUREOHP´ (2011:2). Here, we see an important need 
to combine memory studies with studies of the imagination and its relationship to community, 
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VXFKDVIRUH[DPSOH$QGHUVRQ¶VZULWLQJDERXWWKH³LPDJLQHGFRPPXQLW\´:HVXJJHVW
that the scholarly discussion about how societies remember should not just be about social 
remembering but also focus on social re-imagining(s). In terms of answering the second question, 
this remembered and imagined version of, or story about, its past is a significant component of the 
FRPPXQLW\¶VSUHVHQWDQGIXWXUHLGHQWLW\, buttressing it against attack from the forces of time, 
acting as a mark against its passing. The heritagisation process enables the community to 
remember itself, but also enables members of the Family to re-member themselves - in the sense of 
re-inscribing themselves into community membership, re-affiliating themselves with the 
community, and renewing their allegiance - and thereby to strengthen their identity. We may 
conceive this process of remembering and re-LPDJLQLQJWKHSDVWDVDQDORJRXVWR%HON¶VLGHDRIWKH
extended individual self (Belk, 1988). In other words, the construction of heritage can be seen as 
making an extended group self. We would also point out that this heritagisation process is made 
possible by a process of sharing (Belk, 2010). In the present inquiry, the data has shown how 
memories and testimonials of individual fans ± and indeed the fans themselves - are collected 
(gathered, brought together, shared) for the purposes of the exhibition and to help to construct the 
FROOHFWLYHPHPRU\:HKDYHDOVRVHHQKRZRQHFRPPXQLW\¶VFROOHFWLYLVWHWKRV- of sharing its 
emotional sanctuary, its social, community-making, labour, and its memories, and, one could add, 
its music through the shared experience of live concerts ± is foregrounded, relative to e.g. an 
exchange perspective. Other authors (e.g. Kozinets, 2001) have noted the presence of sacralising 
(and mythologising) practices within communities, as is the case here. However, we do not think 
that these kinds of practices are necessarily generic, so they are not specifically mentioned in the 
framework. 
 
Our contribution is, therefore, to show how theories of cultural memory and heritage are important 
to an understanding of the important process of how consumption communities remember their 
past and how this can help to sustain community continuity along the temporal axis of past ± 
present ± future. The inquiry in this case focused on a musical consumption community, but we 
suggest that the framework which we have put forward could equally apply to other kinds of 
consumption community, whether centred around other art-forms or around mainstream consumer 
products. 
 
ACKNOWLEDGEMENTS 
 
The authors gratefully acknowledge the kind and generous help of Joolz Denby with the research 
inquiry. 
 
REFERENCES 
 
Anderson, B. (2016), Imagined Communities: Reflections on the Origin and Spread of 
Nationalism. London: Verso. 
 
Anteby, M. and Molnar, V. (2012), ³Collective Memory Meets Organizational Identity: 
5HPHPEHULQJWR)RUJHWLQD)LUP
V5KHWRULFDO+LVWRU\´Academy of Management Journal, Vol. 
55, No. 3, pp. 515-540. 
 
17 
 
Arnould, E. and Thompson, C. (2005), ³Consumer Culture Theory (CCT): Twenty Years of 
Research´. Journal of Consumer Research, Vol. 31, No. 4, pp. 868-882. 
 
Arnould, E., and Price, L (1993), ³5LYHU0DJLF([WUDRUGLQDU\([SHULHQFHDQGWKH([WHQGHG
6HUYLFH(QFRXQWHU´Journal of Consumer Research, Vol, 20 (June), pp. 24±45. 
 
Assman, J. (2006), Religion and Cultural Memory: Ten Studies. Trans. Rodney Livingstone, 
Cultural Memory in the Present. Stanford, CA: Stanford University Press. 
 
Assman, J. and Czaplicka, J. (1995), Collective Memory and Cultural Identity. New German 
Critique. Vol. 65, pp. 125-133. 
 
Atfield, J. (2000), Wild Things: The Material Culture of Everyday Life. Oxford: Berg. 
 
%%&³Punk protest: Sex Pistols manager's son sets fire to collection´ Available: 
http://www.bbc.co.uk/news/uk-38120496. 
 
%HON5³3RVVHVVLRQVDQGWKH([WHQGHG6HOI´Journal of Consumer Research, Vol. 15, 
September, pp. 139-168. 
 
Belk, R. (2001), Collecting in a Consumer Society. London: Routledge. 
 
Belk, R., Wallendorf, M. and Sherry, J. (1989´The Sacred and the Profane in Consumer 
%HKDYLRU7KHRGLF\RQWKH2G\VVH\´Journal of Consumer Research, Vol. 16, No. 1, pp. 1-38. 
 
Belk, R. (2010), ³6KDULQJ´ Journal of Consumer Research, Vol.36, Issue 5, pp.715-734. 
 
Bennett, A (1999), Subcultures or Neo-Tribes? Rethinking the Relationship Between Youth, Style 
and Musical Taste. Sociology, Vol. 33, Vol. 3, pp. 599-617. 
 
Bennett, A and Janssen, S. (2016), ³Popular Music, Cultural Memory, and Heritage´, Popular 
Music and Society, Vol 39, No. 1, pp.1-7 
 
Boorstin, D.H. (1973), The Americans: The Democratic Experience. New York: Random House. 
 
Bowman, W. (1998), Philosophical Perspectives on Music. Oxford University Press, Oxford. 
 
Bradshaw, A., & Shankar, A. (2008), ³7KHSURGXFWLRQDQGFRQVXPSWLRQRIPXVLF´&onsumption, 
Markets and Culture, Vol. 11, No. 4, pp. 225±227. 
 
Canniford, R (2011), ³+RZWR0DQDJH&RQVXPHU7ULEHV´Journal of Strategic Marketing, Vol. 
19, Vol. 7, pp. 591±606. 
 
&OLIIRUG-³2EMHFWVDQG6HOYHV± $Q$IWHUZRUG´LQ6WRFNLQJ*HGObjects and 
Others: Essays on Museums and Material Culture, Vol. 3. University of Wisconsin Press, 
Madison: pp. 236-246. 
18 
 
 
Connerton, P. (1991), How Societies Remember. Cambridge: Cambridge University Press. 
 
Corner, J. and Harvey, S. (ed.) (1991), Enterprise and Heritage: Crosscurrents of National 
Culture. Routledge, London. 
 
Coupland J.C. (2005), ³,QYLVLEOH%UDQGV$Q(WKQRJUDSK\RI+RXVHKROGVDQGWKH%UDQGVLQ7KHLU
.LWFKHQ3DQWULHV´Journal of Consumer Research, Vol. 32, pp. 106±18. 
 
&RYD%³&RPPXQLW\DQG&RQVXPSWLRQ7RZDUGVD'HILQLWLRQRIWKHµ/LQNLQJ9DOXH¶RI
3URGXFWRU6HUYLFHV´European Journal of Marketing, Vol. 31, No. 3-4, pp. 297-316. 
 
Cova, B. and Cova, V. (2002), Tribal Marketing: The Tribalisation of Society and its Impact on the 
Conduct of Marketing. European Journal of Marketing, Vol. 36, Vol. 5±6, pp. 595±620. 
 
Cova, B., Kozinets, R. and Shankar, A. (2007), Consumer Tribes. Oxford: 
Butterworth-Heinemann. 
 
Denby, J. (1997), ³1HZ0RGHO$UP\$UWZRUN´1HZ0RGHO$UP\:HE-Site. [online]. Available 
from: http://www.newmodelarmy.org. 
 
Denby, J. (2004), ³:KDWLVWKHµ10$)DPLO\¶ - VRPHWKRXJKWV´1HZ0RGHO$UP\:HE-Site. 
[online]. Available from: http://www.newmodelarmy.org. 
 
DeNora, T. (1986), ³+RZLVH[WUD-musical meaning possible? Music as a place and space for 
µZRUN¶´Sociological Theory, Vol. 4, Vol. 1, pp. 84±94. 
 
DeNora, T. (1999), ³0XVLFDVD7HFKQRORJ\RIWKH6HOI´Poetics, pp. 31-56. 
 
DeNora, T. (2011), Music-in-Action: Selected Essays in Sonic Ecology. Farnham, UK: Ashgate. 
 
'RKHUW\.DQG2¶5HLOO\', ³Rocking the Museum: New Model Army as 
Host-in-Residence´. Transmission Conference Proceedings. Sheffield Hallam University. July. 
 
Edwards, D. and Potter, J. (1992), Discursive Psychology. London: Sage. 
 
Edwards'3RWWHU-DQG0LGGOHWRQ'³Toward a Discursive Psychology of 
5HPHPEHULQJ´The Psychologist, Vol. 5, pp. 443-445. 
 
Elliott, R. and Jankel-Elliott, N. (2003), "Using ethnography in strategic consumer research", 
Qualitative Market Research: An International Journal, Vol. 6, Iss: 4, pp.215 ± 223. 
 
Eno, B. (1991), Artforum. 
 
Erll, A. (2011), ³/RFDWLQJ)DPLO\LQ&XOWXUDO0HPRU\6WXGLHV´MRXUQDORI&RPSDUDWLYH)DPLO\
Studies, Vol.42, No. 3, pp. 303-318. 
19 
 
 
Erll, A. (2016), Memory in Culture. Basingstoke: Palgrave Macmillan. 
 
Erll, A. DQG1ĦQQLQJ$, Cultural Memory Studies. An International and Interdisciplinary 
Handbook. Berlin/New York: de Gruyter. 
 
Fonarow, W. (2006), Empire of Dirt: The Aesthetics and Rituals of British Indie Music. 
Middletown, CT: Wesleyan University Press. 
 
Fournier, S., and Lee, L (2009), ³*HWWLQJ%UDQG&RPPXQLWLHV5LJKW´. Harvard Business Review, 
April, pp. 105±11. 
 
Geertz, C. (1973), The Interpretation of Cultures. New York: Basic Books. 
 
Golding, V and Modest, G (ed.) (2013), Museums and Communities: Curators, Collections and 
Collaboration. London: Bloomsbury. 
 
Goulding, C., Shankar, A and Canniford, R (2013), ³/HDUQLQJWREH7ULEDO)DFLOLWDWLQJWKH
)RUPDWLRQRI&RQVXPHU7ULEHV´European Journal of Marketing, Vol. 47, Vol. 5/6, pp. 813-832. 
 
Halbwachs, M. (1980), The Collective Memory. New York: Harper and Row. 
 
Hammer, R. (2007), Freeborn John Live. DVD. Freeborn John Theatre Company. 
 
Hansen, P (2012), ³%XVLQHVV+LVWRU\$FXOWXUDODQGQDUUDWLYHDSSURDFK´ Business History 
Review, Vol. 86, Vol. 4, pp. 693-717. 
 
Heaton, R. and Sullivan, J. (1987), Green and Grey. New Model Army Web-Site. [online]. 
Available from: http://www.newmodelarmy.org. 
 
Hebdige, Dick (1979), Subculture: The Meaning of Style. New York: Methuen. 
 
Hill, C. (1991), A World Turned Upside Down: Radical Ideas During the English Revolution. 
London: Penguin.  
 
+ROW'³:K\'R%UDQGV&DXVH7URXEOH"$'LDOHFWLFDO7KHRU\RI&RQVXPHU&XOWXUHDQG
%UDQGLQJ´Journal of Consumer Research, Vol. 29, June, pp. 70-90. 
 
Hooper-Greenhill, E. (1992), Museums and the Shaping of Culture. Routledge, London. 
 
+XWFKLVRQ0³µ6KDUHG$XWKRULW\¶&ROODERUDWLRQ&XUDWRULDO9RLFHDQG([KLELWLRQ
Design in Canberra, Australia´LQGolding, V. and Modest, G. (ed.) Museums and Communities: 
Curators, Collections and  Collaboration, Bloomsbury, London: pp. 143-162. 
 
Jung, C.G. (1990), Man and His Symbols, Arkana, London. 
 
20 
 
Kozinets, R. (1999), ³(-Tribalized Marketing? The Strategic Implications of Virtual Communities 
RI&RQVXPSWLRQ´European Management Journal, Vol. 17, No. 3, pp. 252±64. 
 
.R]LQHWV5³8WRSLDQ(QWHUSULVH$UWLFXODWLQJWKH0HDQLQJRI6WDU7UHN¶V&XOWXUHRI
&RQVXPSWLRQ´, Journal of Consumer Research, Vol. 28, June, pp. 67-89. 
 
Laing, L. and Laing, J. (1992), Art of the Celts, Thames and Hudson, London. 
 
Larsen, G., Lawson, R and Todd, S (2010), The Symbolic Consumption of Music. Journal of 
Marketing Management, Vol. 26, Vol. 7, pp. 671-685 
 
Le Guern, P. (2012), ³7KH Spectre haunting Rock Music ± The Obsession with Heritage, Popular 
and Present-Day Music, and «Museo-mummification» ,VVXHV´ Questions de Communication. 
Vol. 22, pp. 7-44. McGill University Library. 
 
Lurie, A. (1982), The Language of Clothes. Hamlyn, London. 
 
Maffesoli, M. (1996 [1988]), The Time of the Tribes: The Decline of Individualism in Mass 
Society. London: Sage. 
 
Middleton, D. and Edwards, D. (ed.) (1990), Collective Remembering, Sage Publications, London. 
 
0XĖL]$DQG2¶*XLQQ7, µ%UDQG&RPPXQLW\¶Journal of Consumer Research, Vol. 27, 
Vol. 4, pp. 412±32. 
 
2¶*XLQQDQG0XĖL], Communal Consumption and the Brand. In Ratheshwar, S and Mick, 
David Glen (ed.) Inside Consumption: Consumer Motives, Goals and Desires. Oxford: Routledge. 
 
Olick, J., Vinitzky-Seroussi, V. and Levy, D. (ed.) (2011), The Collective Memory Reader. 
Oxford: Oxford University Press. 
 
Olick, J. and Robbins, J. (1998), ³Social Memory Studies: From µCollective Memory¶ to the 
Historical Sociology of Mnemonic Practices´Annual Review of Sociology, Vol. 24, pp. 105-140. 
 
2¶5HLOO\'DQG'RKHUW\., "Music b(r)ands online and constructing community: The 
case of New Model Army´, in Ayers, M. (ed.) Cybersounds: Essays on virtual music culture, 
pp.137-160. New York: Peter Lang. 
 
2¶5HLOO\' (2007), ³By the Community, For the Community: Exhibiting New Model Army's 25 
years of Rock Visual Heritage´, in Rentschler, R and Hede, A-M (ed.) Museum Marketing: 
Competing in the Global Marketplace, pp. 114-123. Oxford: Butterworth-Heinemann. 
 
Papailias, P. (2016), ³Witnessing in the age of the database: Viral memorials, affective publics, 
and the assemblage of mourning´Memory Studies, Vol 9, No. 4, pp. 437 ± 454. 
 
21 
 
Petegorsky, D.W. (1999), Left Wing Democracy in the English Civil War Gerrard Winstanley and 
the Digger Movement. London: Sandpiper Books. 
 
Reid, M. (2015), New Model Army - Between Dog And Wolf - The New Model Army Story. DVD. 
The Cadiz Recording Co.. 
 
5RGQHU9DQG7KRPVRQ(³7KH$UW0DFKLQH'\QDPLFVRID9DOXH*HQHUDWLQJ
0HFKDQLVPIRU&RQWHPSRUDU\$UW´Arts Marketing: An International Journal, Vol. 3, No. 1, pp. 
58-72. 
 
Rowlinson M., Booth C., Clark P., Delahaye A., Procter S. (2010), ³Social remembering and 
Organizational Memory´. Organization Studies, Vol. 31, Vol. 1, pp. 69-87. 
 
Schatzki, T.R. (2006), ³2Q2UJDQLVDWLRQVDVWKH\+DSSHQ´Organization Studies. Vol. 27, Vol. 
12, pp. 1863-1873. 
 
Schouten, J and McAlexander, J (1995), ³Subcultures of Consumption: An Ethnography of the 
New Bikers´. Journal of Consumer Research, Vol. 22, Vol. 1, pp. 43-61. 
 
Sullivan, J. (1996), Snelsmore Wood. [New Model Army Web-Site. [online]. Available from: 
http://www.newmodelarmy.org. 
 
Sullivan, J. (2000), Interview with Russell. Available from www.rock-city.co.uk. 
 
Thomas, T., Price, L and Schau, H.J (2013), ³:KHQ'LIIHUHQFHV8QLWH5HVRXUFH'HSHQGHQFHLQ
+HWHURJHQHRXV&RQVXPSWLRQ&RPPXQLWLHV´Journal of Consumer Research, Vol. 39, pp. 
1010-1033. 
 
Thornton, S. (1996), Club Cultures: Music, Media and Subcultural Capital. Wesleyan University 
Press, Hanover, New Hampshire. 
 
Turner, Victor W. (1969), The Ritual Process, Chicago: Aldine. 
 
Ulusoy, E. (2016), ³Subcultural escapades via music consumption: Identity transformations and 
H[WUDRUGLQDU\H[SHULHQFHVLQ'LRQ\VLDQPXVLFVXEFXOWXUHV´Journal of Business Research, Vol. 
69, pp. 244-254. 
 
Üsdiken, B., Kipping, M. and Engwall, L (2011), "Historical perspectives on organizational 
stability and change: introduction to the special issue", Management and Organizational History, 
Vol.6, No.1, 3-12. 
 
Van der Hoeven, A. (2014), ³Remembering the popular music of the 1990s: Dance music and the 
cultural meanings of decade-based nostalgia´. International Journal of Heritage Studies, Vol. 20, 
Vol. 3, pp. 316-330. 
 
22 
 
Van Dijck, J. (2006), Record and Hold: Popular Music between Personal and Collective Memory, 
Critical Studies in Media Communication, Vol. 23, Vol. 5, pp. 357-374. 
 
Warburg, A. (1992), Ausgewählte Schriften und Würdigungen. Third edition. Baden-Baden: 
Valentin Koerner. 
 
:RPDQ¶V2ZQ, Interview with Margaret Thatcher. Available: 
http://www.margaretthatcher.org/document/106689 
 
